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ABSTRACT

Historical Romance in England:
Studlies 1in Anglo-Norman and Middle English Romance

The enquiry into the nature of historical romance in England and
the relationship between the Anglo-Norman and the Middle English romances,
begins with a descriptive analysis of the.An3104Norman*material - the two

versions of Haveloc, the romances of Horn, Boeve de Haumtone, Ipomedon,

Protheselaus, Fergus, Gui de Warewic and Fouke Fitzwarin, dating from the

mid-twelfth to the mid-thirteenth century. These are analysed in terms

of suﬁject'matter and the treatment of main themes, and their patronage

and background are also investigated. This shows that Anglo-Norman romance
1s characterised by a preference for historical subject matter and for
assoclated themes and attitudes, that amour courtois and courtoisie, like the
supernatural, are restrained and modified, while themes connected with

feudalism.are.given.a.prominence greater. than in comparable. continental

romance, thus apparently reflecting the interests of the original baronial

audiences.

Three groups of Middle English romances are then considered. The

first consists of five romances with extant Anglo-Norman versions = Havelok,

Horn, Beves, Guy and Ipomadon - and the second of three romances which have

posited Anglo-Norman originals — Athelston, Gamelyn and Richard Coeur de Lion.

A comparison of these with Anglo-Norman romance indicates that Middle English
versions are not necessarily popularisations of Anglo-Norman originals, and
that the relationship of each romance to the whole tradition of Anglo-Norman

romance 1s important. The thesis then considers a group of romances which

share with the Anglo-Norman romances a courtly provincial milieu and



historical subject matter - the Arthurian romances of the Alliterative
Revival - and shows how they are influenced by the earlier tradition,
and by Anglo-Norman attitudes to Arthurian romance. The conclusion
reached is that Anglo-Norman romance has a wider influence on a greater

proportion of Middle English romance than has previously been recognised.



PART ONE

ANGLO-NORMAN RONANCE



CHAPTER ONE

Introduction

Any study of medieval romance 18 inevitably beset with
problems of definition and classification, and this study will
prove no exception. However, there is one additional question
of definition which can be dealt with at the outset, and that
is of the term "Anglo-Norman", which is used variously for the
purposes of history, dialectology, and literary history. The
1

complexities of the problem are not the concern of this thesis,

for the purposes of which we follow the definition given by

M. K. Pope: e

"T am taking 'Anglo-Norman' in the wide sense of the
term, to denote the traditional French spoken and written
in Britain from the Norman Conquest on to approximately
the last quarter of the fourteenth century, i.e. up to
and including writers such as Henry, Duke of Lancaster

and John Gower, whose use of French, although much more

correct than that of many earlier writers, has still an
insular flavour."

The main c.o'ncern of Anglo-Norman specialists has so far
been the fight for recognition of the need for Anglo-Norman studies
among French scholars, and since the 1930s it has been a winning
ba.'btle.3 But if the importance of Anglo-Norman studies to that
of medieval French as a whole is now accepted,4 the concomitant
argument, that Anglo-Norman can be relevant to Middle English,
has been less strongly represented. The ratlonal:l.ty of the
proposition has been tacitly acknowledged, and the work of Aﬁglo-
Norman scholars has, as we shall discuss later, resﬁlted in a
greater awareness of Anglo-Norman ma'beri‘al. For the most part,
however, the attitude among Middie Eiﬁglish _specialists 18 still
hesitant, and the approach too narrow; a single work will be

compared with its Anglo-Norman original, but when more general
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questions emerge, scholars still tend to retreat behind the
long-established barriers erected in the interests of the study
of historical linguistics and totally inaspplicable to that of
medieval literature. This thesis is concerned with such more
general questions, and, it is hoped, approaches the language
question with as much interest and as little prejudice as the
authors and public of its subject matter.

In order to consider the relationship between the Middle
English romances and their Anglo-Norman predecessors, it is first
necessary to make an objective analysis of the Anglo-Norman
romences themselves. Individual Anglo-Norman romances have of
course been discussed by Middle English specialists often enough
in the past, but only those which by sheer chance happen also to
be extant in Middle English versions, and only too rarely has any
attention been given to thelr own literary principles and milieu.

This thesis therefore begins with an examination of the
corpus of extant Anglo-Norman romance, independent of Middle
English developments, and making no distinction between works
which have Middle English counterparts and those which do not.
This takes into account the relevant historical and literary
background, and thus it is hoped to arrive at a working profile
of Anglo-Norman romance which can be used when considering the
debt IIiddle English writers owe to their predecessors. This
also means that the question can be viewed chronologically, thus
avoiding the misleading habit too common among students of later
Middle English, of approaching early medieval works as it were

backwards, viewing the twelfth century as an appendage of the

fourteenth. This approach should help in establishing to what
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extent the differences between Anglo-Norn;an and lMiddle English
on.rks are due to the passage of time rather than to the change
in language or audlence.

This method involves covering much ground in terms of
both tlme and literary material, and while this inevitably
contalns dangers and difficulties, it is hoped that it will at
least suggest a framework within which further work can be

undertaken.
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The character and development of Anglo-Norman romance
can only be understood in terms of its origins in early post-
Conquest society and literature. The transitional period
immediately following the Conquest in which vernacular literature
in England is practically non-existent, is the very period in
which the followers of the Conqueror were settling in their new
lands, inter-marrying and, likely enough, becoming bilingual as
a result. When Anglo-Norman literature does begin to appear in
the twelfth century“,q it is an insular literature produced by an
insular society.

The political contacts between Normandy and England before
the Conquest had been close if not always harmonious.5' Emma,,
sigster of Duke Richard II of Normandy had married first Ethelred::
and then Canute, of England, and her son Edward the Confessor
was brought up in Normandy and probably hoped that William would
succeed him. The common Scandinavian heritage was still in
evidence in both countriess until 1026 each Duke of Normandy was
half-Danish, and for some years after the settlement of Normandy
it was stlll considered necessary for the Duke %o speak the Norse
tongue.6 All this could p:'covide a link with that half of England
that had been in the Danelaw, and indeed after the Conquest
special links with Scandinavia were maintained, Danes and
Norwegians still enjoying trading ‘concessions as late as the
reign of Henry I...7

The rate of inter-marriage and evidence of an early

awareness of national :'i'.cien‘ci‘c:).r8 have led historians to the
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conclusion that, i1if the Conqueror's legacy had been disposed of
as he 1ntended, the Norman conguerors would soon have been
agsimilated into the fabric of‘English society.g As 1t happened,
the weakness of Robert Curthose, and his eventual defeat by
Henry I at Tinchebrai in 1106, reunited the two halves of
William's domain, and ensured that the course of English history
remained indivisible from that of Northern France for more than
a century. Some fifty years later the accession of Henry II
bound the fortunes of Enéland even more closely; and in literary
terms, more significantly, with those of France.
Thus the cultural history of England from the eleventh

to the thirteenth century reflects the successive waves of French
influence. To identify such influence by language alone, however, "
can be misleading. The original followers of William did not
necessarily identify themselves with those who followed in the
wake of Matilda, Eleanor, John or the Iusignans; indeed, there
18 evidence enough to suggest the opposite - that a sense of their
own identity was sharpened by each new influx from the continent;
One symptom of this was the interest - in pre-Conquest history that
characterises early Anglo-Norman culture, from royal claims of
continuity with the pre-Conquest dynasty to an interest in
historical and legendary figures, both secular and saintly, that
led to a wealth of anecdotal chronicle and pseudo-~history, and
the cults of Anglo-Saxon' saints, in particular that of Edward
the Confessor.lo

. The first majbr literary development of the young Anglo-
Norman soclety was ﬁhus that group of Latin historians, products

of a mixed culture and often personally of mixed parentage,ll
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who combined to produce what a modern historian has called "one’:

12

of the outsfanding' moments of historical research". The subject

of their interest was England, and this subject was one of the
first to be taken up by others writing for a wider audienée, which
identified itself with the insular paﬁ'lrs...l3 The most remarkable
‘product of this enthusiasm is of course the Historia of Geoffrey
0of Monmouth, but no less important here is the appeaxfance of
the vernacular chronicles of Gaimar, Wace, Benoit and a number
of imitators; cdpiers and adapters.

The historical impulse behind the literature of this period
'in both Latin and Anglo-Norman is of significance for us, and
needs to be stressed in view of an over-emphasis some{iimes. laid
~on the specifically religious and didactic nature of Anglo-Norman
literature.l4 However, the connexion established during this
- period between hagiography, chronicle , and romance was maintained
throughout the period we are conéideriﬁg and, while our close
attention in this thesis is confined to the romance, it is necessary
to recognise the significance of these related genres at the outset.

One result of this interest in the hiétorjr of their new land
is the wiilingaess and eagerness of the immigfant aristocracy to
discover and exploit native sfo‘ry and legend, whether English,
Danish or Celtic. The saints' lives and chronicles of Anglo-
Saxon tradition, the sggas of the Danelaw, the myths and legehds
of the Welsh ma.rches,15 were taken up with enthusiasm and carried
via the lingua franca of French into the heart of Europe.

While there is little evidence of the state of vernacular

literature in England between the Conquest and the reign of

Henry I, a significant number of chanson de geste manuscripts -
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in some cases the earliest or unique copies - areAnglo-Norman.l6
It is also of interest that Turold, whether he be scribe or author
of the Roland, has a Norman name, and that William of lMalmesbury
saw fit to report the Taillefer 1egend.l7 It is during the reign
of Henry I that Anglo-Norman literature first appears, under the
aegis of the two queens, the Scottish Maud and Adeliza of Louvailn,
both of whom patronised literature of a religious and didactic

18

navture. The Latin chroniclers continued their work during the

reign of Stephen; Robert of Gloucester encouraged both the fertile

1

imaginings of Geoffrey of Mbnmouth.g and the more sober work of

William of Malmesbury, and on behalf of less prominent-pétrons,

Gaimar wrote the first of many vernacular Bruts for Constance

FitzGilbert,2° and Sanson de Nentuil his Proverbs for Alice de

Condet.21

It was the reign of Henry II and Eleanor of Aquitaine that
confirmed the ascendancy of the "explosion littéraire du XIIe

22 The influence of their court on literary

siecle en Angleterre".
- developments in England and on the Continent has been fully
documented and discussed.23 Henry himself was a generous and
consistent patron with g marked inclination for works of a
historical~andpractical.néfure, from the chronicles of Wace,
Benoit and Ailred to John of Tilbury's "Arsunotoria".24 such
interests were, of course, consistent with the character of his -
rule, the chronicles contributing to his claim of centralised
power, the writings on law and administration enabling his servants
to exercise that power. This functional attitude to literature

is equally apparent in his political exploitation of the Arthurian

1egend.25 Eleanor's interest seems to have been more genuine -and
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less utilitarian and even if some of the claims made for the
‘extent of her personal patronage are perhaps exaggerated, there
‘can be no doubt of her immense influence, especially in her
encouragement of troubadour poetry and i1ts immediate successor,

the courtly romance.26

The greatest names of twelfth century
~literature, Chretien, Thomas, Wace and Marie, are associated

with Eleanor, her court and family.o!

I This literary activity, in both Latin and the vernacular,
18 essentially international, as was the culture of the court

; that commissioned it. With the accession of Henry, England became
part of the extensive Plantagenet empire, the length and breadth
of which was traversed by the itinerant royal court. But ties
~with Europe extended beyond those with France; +the aristocracy

. of England were aware, for example, of the activity of their
counterparts and relations in the south of Italy. John of Salisbury
and William of York were among many scholars who travelled to
Salerno and Palermo to return with stories of fabulous wealth and
splendour, and the marriage of Henry's daughter Joan to William II

28

of Sicily in 1176 aroused great interest. Such interest,

combined with the widening of horizons due to the Crusades, and
the freedom of movement and thought that characterised the
twelfth century ,29 increased the cosmopolitan nature of Anglo-
Norman society. It is of course the time of the "Twelfth Century
Renaissance", of a quickening of activity and interest in gll
intellectual, artistic and theological spheres, of the growing
influence of the schools of Paris and the Arab translators of

Spain. There is no need here to enlarge on this subject, so fully

treated by Haskins and others, and it is in the main the history
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of Latin rather than vernacular culture, a history that only

touches on the edges of our subject. But it is worth remembering
that 1t 1s in the background. Thus the romances we shall consider
may be concerned with Ireland or Provence, Geoffrey of Monmouth or
Andreas, chaplain of the court of Champagne, are equally important

literary influences, crusades and dynastic marriages mingle with

more local events to give plot material.

The rebellion of the Young King marks the end of this
remarkable court culture, for with the imprisonment of Eleanor
from 1173, the literary activity of the Angevin court more or less
ceased. In terms of Anglo-Norman romance, however, the most
productive period comes after this, but it takes place, not at
the royal court, but in the baronial households. So, while it has
been usual to gssociate Eleanor with purely romantic literature
and to see the result of her disgrace in the upsurge of old-style
'‘epic' writing, 30 it would seem to be more accurate to see her as
8 patron of many kinds of literature, and her disgrace meaning,
as far as England is concerned, that the literary initiative passes

out of the royal court to the courts of the aristocracy.

In order to assess the type of literature that resulted, it

18 first necessary to consider two of the most important

vernacular works to come from the Angevin court, the Brut of

Wace and the Tristan of Thomassi
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The Roman de Brut3l of Wace 1s one of the most typical
literary products of the Angevin court, combining as it were
the tastes of Henry and Eleanor, in an amalgam of history and
romance which was to have far-reaching effects on literature in
both France and England. Completed by 'maistre Wace' in 1155,,32
it is an official work, which received royal recognition if not
actually commissioned for the court. In this it differs from the
chronicle it superseded, that of Gaimar, who like Wace, turned
the history of the Britons into French octosyllabics.33 As
Bezzola points out,34 the simple fact of Wace's royal patronage
1s enough to explain the success of his chronicle over that of
a provincial clerk, without recourse to any theories of literary
preference.

The main source for Wace, as for Gaimar, was the Historla
of Geoffrey of Monmouth,35 and his importance, particularly with
regard to the subject of this thesis, lies in his attitude towards
and his treatment of, his historical theme. Geoffrey of Monmouth's
chronicle is painstakingly sober, a Latin history written for an
educated hudience which could perhaps be lulled into acceptance
of 1ts dubious material by the propriety of its style. Not so
with Wace, who was re-casting a Latin chronicle, by now famous
and widely accepted, in the vernacular for an audience of courtiers.
He expands his mgterial, using the techniques of a.mglifics.’t:io::tj;‘a;,36
introduces new tales, extra detail and emotional interest,37 and
transforms Geofirey's chronicle into a new kind of literature,

precisely sulted to the demands of his time and his audience, and

one which links him with the developing romance tradition.So
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Wace has the abllity, necessary to chroniclers and
historical novelists alike, to impart a sense of familiarity
to his historical material. In part this takes the form of the
usual medieval habit of presenting the past in terms of the present,
and in part it leads to the realism which was to be one of his most
important legacies to later writers in the vernacular. Unlike the
authors of the classical romances he is not interested in the
exotic, and the supernatural evidently lost its attraction when
1t failed the test of practical experience in the famous visit
to Brocielande.39 History, as presented by Wace, does not alm
to enthral, or amaze, or to provide an escape from present reality,
but to entertain, to idealise, and to instruct. Probably the most
important, and certainly the most interesting results of his taste
for modernisation and idealisation are evident in his version of
Arthur and his court.

Hints of courtliness and chivalry are to be found in the
Arthurian section of the Historia,40 but they are greatly expanded
by Wace, and it is in his version that the Round Table makes its
first appearance in literature, causing much scholarly debate as

to 1ts sources and significance.41

Theoretically, 1t marks a
dgparture Irom the normal type of a feudal court, symbolising

as 1t does an elite democracy in which the king is merely primum
inter pares. In effect, it is left to Wace's successors to
embroider upon the theme of a group of knights devoted to chivalric
virtues, and 1n his Arthurian section as a whole, Arthur is as

much the feudal aﬁtécrat as he is in Geoffrey. But his presentation
of the court itself as a centre of chivalry42 1s flamboyant,

confident and immensely influential. The feudal solemnity and
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archaic richness of Geoiffrey's description has been developed
into a crowded, animated scene, in which wealth, lelsure and
civilisation contribute to a new ideal of life. 1Is Wace's
account descriptive or prescriptive? The differences between
his version and Geoffrey's probably reflect to some extent those
between the court of the first Henr,yﬂ‘3 and that 6f his grandson,
and while no doubt both are flattering, the change in ideals is
significant. Whatever its original aim, we shall see that the
1deal of courtoisie as conveyed in Wace's description of Arthur's
court was to prove extremely influential.

The Brut is of interest to the present discussion, not only

because it is one of the earliest works in which chivalry and
courtoisie receive serious treatment, but because this happens

in a work which is historical not fabulous, and in which the
history is that of Britain, not of Troy, Rome or France. Wace
was a chronicler, not a romance writer, but some of his closest
imitators are the romance writers of France, to whom the British
background was, if not as exotic as Byzantium or Greece, at least
foreign. But one group of Wace's successors would view his
material rather differently. For the Anglo-Norman public, Wace
wes providing a history of their own lands, describing the
successlve reigns of various monarchs already famous in local
legend or monastic chronicle, and, in his Arthurian section,
glorifying one from whom their own king claimed descent. 4 In

England, therefore, it seems possible to identify three differing

reactions to Wace's work. Firstly, in the Lais of Marie de France™?

and derivative works, the Breton element i1s emphasised and given

itg head — the fabulous and the magical is all, and the historical
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framework becomes g mere technicality. The second, and perhaps
most predictable result, was that an insular writer should
emphasise the native gquality of Wace's subject, stripping many
of the cosmopolitan and fashionable aspects of the Norman's
treatment to give one more consistent with insular traditions;

the result is the Brut of Layamon. The third was that insular

authors should be encouraged by Wace's precedent to create local
histories from traditional legends, exploiting the fashionable
image of an idealised past that had been created by Wace and
Geoffrey before them. The results of this are the subject of the
next two chapters; the fortunes of Wace's Arthurian material
will be discussed later.

Wace's style, like his material, marks a successful
challenge to the earlier narrative tradition of the chansons.
His use of the octosyllabic couplet and adaptation of rhetorical
devices for the vernacular make him the most important stylistic
influence in that vernacular before Chretien,46 His stylistic
achlevement is most evident, most individual and most influential
in certain set passages47 - Briant disguised as a beggar, Arthur's
crown-wearing, descriptions of a storm, a battle or a town - which,
as we shall see, were to survive, still recognisable, as part of
the romance writer's repertoire, for well over a century.

A measure of the prolonged successes of the Brut is provided

by the number of extant manuscripts,48 but the extent of Wace's
direct influence on French romance has been the subject of some
disagreement.49 Thomas's Tristan, the Roman d'Aeneas, the

romances of Chretien, and the Lais of Marie de France, amongst

others, have all been seen to owe much to Wace. But the complexity
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of the dating of early French romance, and the formulaic quality
of the octosyllabic style, mean that the more extensive clalms
cannot be proved. However, Wace's importance is beyond a doubt,
and his influence on later developments in Anglo-Norman, which
hags received considerably lesg attention, waé to prove deep

and lasting.

Qne of the most important of the romances influenced by

O

the Brut of Wace5 is the version of the Tristan legend as

related by the otherwise unknown Thomas.51 It survives only

in fragments and in view of the complex development of the Tristan
legend, is difficult to date: most scholars now accept that the
Brut provides a terminus a quo of 1155, and if the association

with the court of Henry and Eleanor is accepted, as seems
reasonable, the latest date likely for the poem 1is 11734...52

Even in its fragmentary condition, it is one of the greatest works
of medieval French literature, and has received its full due of
attention from scholars and critics. What follows does not attempt

to be a complete account of the poem, but in order to bring out

points relevant to the later development of Anglo-Norman romance,

it 1s necessary to summarise the nature of Thomas's achievement

and its impact on his contemporaries.

In the Trigstan of Thomas the themes and concepts of the

doctrine of fin'amors, previously expounded in the lyrics of

the troubadours, find their most direct narrative expression;53
this it is that distinguishes the poem and earned it wide fame

and censure. Doctrines and ideas which were allusive and

now revealed their uncompromising nature
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in full length narrative. The typical medieval’''response was to0
codify the new material into recognisable and acceptable precepts,
as in the writings of Andreas Capellanus and Chretien de Troyes,
but Thomas's poem shows that, accepted without qualifications or
compromise, the doctrine of fin'amors consisted of a total demand,
which could be swayed by neither religious nor social considerations -
"leur amour est leur loi, il est leur religiun"...55
Scholars long attributed the intractable nature of the
romance to the primitive sources of the Tristan legend - that
given material from which Thomas tries, without, it seems, much
success, to make a courtly romance. The cornerstone of this
interpretation is the love philtre, symbol of the Celtic geis,
the accidental drinking of which condemns the lovers to the
grip of a fated and fateful passion, over-ruling all reason and
leading inevitably to death. By this reading of the poem, Thomas,
2. medieval poet of the court, is handling material which is
essentially unmedieval and uncourtly: it is primitive, inchoate
and tragic, instead of sophisticated, systematic and, in the

profoundest sense of the word, comic.56

But in 1963 Jean Frappier published an article which
questions the fundamental assumptionssof this a.p]pr'c:nacl:l....s7 He
deduces Ifrom a clue in Tristan's dying speech58 that 1n Thomas's
version of earlier events, the love between Tristan and Isolde
grew gradually throughout the Irish sequence and that the love
philtre 1s a symbol of the recognition of the nature of that love,
rather than the cause of it. By this reading, the love‘of Tristan

and Isolde is not an accidental stroke of fate - and therefore

egssentially uncourtly - but a state entered into by the exercise
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of free cholce and rational judgement?g Thomas's Y“"courtly"
version of the Tristan legend is thus more courtly than had
previously been allowed. But if by rewriting the earlier part

of the legend Thomas has removed the stigma of uncourtliness

from the poem, he has also invalidated the plea of mitigation,

as much for himself as for the lovers. If the lovers are responsible
for their love then so is Thomas, for his presentation of it, and

the potion no longer symbolises a force contrary to fin'amors,

but a commitment to it.60

The implications of this are evident when the reaction to
Thomas's poem 1is considered. If later writers condemn Thomag's
theme, they are not necessarily reacting against the primitive
quality of the given material, but against his uncompromising
presentation of fin'amors itself. It has often been remarked
that there is no proof that the "Tristan" against which Chretien,

for example, reacted is the version by Thomas and not that by

61 62

Beroul. But by virtue of 1ts very coarseness, Beroul's “common"

version poses fewer problems and is less of a challenge to
accepted moral standards than is Thomas's. There is a delight
in deceit and embarrassment which is suggestive of the fabliaux,
as much interest in the machinations of the plot as in the course:
of the love itself, and an externalisation of event and character
which dilutes the legend into a sequence of tales, guaranteed to
amuse and entertain, but not to offend or disturb.

Thomas's version, on the other hand, 18 a serious and
disturbing presentation of the same materiel, open 1o censure on
several scores, but ultimately ambiguous. The love of Tristan

and Isolde, being adulterous, was clearly contrary to the precepts
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of accepted morals and the teaching of the Church. That fin 'amors

igs of necessity adulterous has long been debated and is surely

by now rejected, but Tristan and Isolde, with Launcelot and
Guwenevere, are the strongest evidence for this argument. While
ecclesiastical and moral condemnation would therefore be likely,
there is evidence enough to show that among the writers and audiences
of the new courtly literature, adultery was not in itself a cause

for criticisme.

Chretien's reaction, as manifest in Cliggs, suggests that
Pristan was too uncourtly for current tastes. Whatever the origins
of the love, its expression was too unbridled, too undiscilplined,
totally lacking in the educative quality so important to Chretien.
Phe love of Tristen and Isolde, far from ennobling their characters
and enhancing their reputations, renders them desperate and

ostracises them from that very courtly society which is the sine

gua non of courtly literature. Thus Cli eés, Chretien's
"anti-Tristan", contains not only the explicit condemnation of
. Isolde by Fenice, who has a claim to greater fastidiousness 1if
not to greater honesty, but also the implicit critical comparison
with the love between Alexander and Soredamours, which 1is refined,
restrained and edifying. Even in Chretien's Launcelot the demands
of love are less extreme, the consequences, both spiritual and
gsocial, less far-reaching than in Tristan; Chretien, as Bezzola
poilnts 0ut,63 likes a happy ending.

The response of Chretien, Gottfried and others to Tristan

64anﬁ.are not of immediate concern here.

has: been discussed fully
What is more relevant to the present discussion is the reaction of

those authors who followed Thomas in the field of Anglo-Norman
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romance, and I would suggest that their unanimous, if often
implicit, condemnation stems from yet another source of disquiet.
The main problem with any version of the Tristan legend
18 that the two protagonists are rendered unsympathetic!tby their
actions, and Thomas's are no exception even when they are judged
by courtly standards. In the character of Tristan, as portrayed
by Thomas, the outcome of the traditional conflict between love
and prowess is a foregone conclusion. Tristan is not a chivalric
hero, despite Thomas's intermittent attempts to make him so - g
discordant note is sounded by a conventional phrase used to
describe Ais journey with Kaherdin to England:

E vunt s'en dreit en Engletere
Aventure e eur conguerre D.789~-90

The sole purpose of the journey is, of course, to see Isolde;
Tristan is not concerned with "aventure e eur". Throughout the
poem there is a contradiction between Tristan's public and private
identities or, to be more precise, between his identity as a
courtly hero gnd that of the legendary hero inherited by Thomas
from an archetype which knew nothing of chivalry or its virtues.

Robertsont's stern criticism of Chaucer's Troilus is far more
suitably applied to Isolde: "no mere sinner in the flesh (she) is
too far gone in idolatry, too much a loyal servant of Cupid, to
seek solace elseWhere."65 It is this absolute fidelity which
causes the ugly side of her character to appear, as it does in
her treatment of Brangvane, her exploitation of Mark's genuine
feeling, and her own contrasting deceit and hypocrisy.

But, as this suggests, the most telling criticism in the poem
comes from the minor characters, who are drawn by Thomas with a

depth and compassion that is bound to reflect unfavourably on the
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lovers. The pattern of deception and eventual tragedy spreads

out to include Mark, Brangvane and Iseult of the White Hands,66

and the author takes pains to emphasise their sufferings. Thus
Thomas makes of Mark not the traditional "Jaloux", .but a
sympathetic, dignified character and so removes any easy
justification for Isolde's infidelity. Brangvane also 1s largely
Thomas's creation - nowhere else in romance is the confidante so
much a character in her own right, so much part of the development
of events, or given so vital a role in the moral orientation of
the work. In the quadruple guestiond'amour67 the character and
plight of Mark are balanced by those of Iseult, for whom Thomas
makes every agllowance; her hatred is the inevitable product of
her frustrated love for Tristan, and even the occasion of her
fatal eavesdropping is motivated with a touch of ironic pathos:

En sun quer s'esmervellle Ysolt

Qu'estre puise qu'il faire volt,

Se le secle vule gurpir,

Muine u chanuine devenirs;

Mult par est en grant effrei. D.1099-1103

. There 1s an element of the moniage theme here, but her fear

reveals how little she knows of Tristan and how much she has been

deceived. There can be no condemnation after this, but then
Thomas never condemns; he is in many ways a most unusual medieval
author. Thus love does not only destroy Tristan and Isolde, it
destroys those nearest them, and more important, the tone of the
romance is such thgt this is held against them.

In no way is Tristan more a product of the twelfth century
than in its constant reference to the standards and ethics of
feudalism: in this respect it is, as we shall see, close to the

later Anglo-Norman tradition. The magnificent confrontation
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between Isolde and Brangvane68 derives 1ts power from the ethics

of the feudal world brought in to challenge the justification of
Isolde's behaviour. Brangvane condemns Isolde not by recourse to
morality, religious doctrine, nor an appeal t0 her individual

consclience, but by stressing the dishonour that her conduct entails:

Tant avez use 1'amur
Ublie en avez honur D. 265-6

and the shame that spreads from her to the cuckolded lMark and

then contaminates all whom it concerns:

Il 1'ad suffert si lungement

Huniz en est a tute sa gent.

Le nés vus en dellst trencher

U altrement aparailer

Que hunie en fusez tuz dis:

Grant joie fust a voz enmis.

L'en vus dellst faire grant hungage,

Quant hunissez vostre lingnage,

Voz amis a vostre seingnur D. 271-9

It is clear that we are in the same world as the chansons, from

the theme of the mutilation of female traitors to the over-

riding importance of shame. Thomas is writing within an ethical
framework in which shame, witnessed by one's peers, and con-
taminating one's associagtes, is to be feared more than an
internalised guilt, which is a private concern between an
individuvual, his conscience, or his God. The passage is reminiscent

of Oliver's reproof when Roland finally decides to sound his h<:a:r'n:69

Vv e oVergoigne vsereit grant

E reprover a trestuz voz parenz,

Iceste hunte dureit al lur vivant. -+ .-

Brangvane's outburst is of importance as an indication
of the moral bearings of the poem. The conflict is not between
love and chivalry as in "Erec et Enide", nor between love and

religion as 1n the romances of Guy of Warwick, but between love
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and feudalism;7o This is not, of course, an adequate

description of Thomas's poem, which 1is clearly a complex work
raising more questions than it provides answers. But it would
seem, for reasons which will become evident later, that 1t was
this aspect of the romance which most concerned Thomas's immedlate
successors in Anglo-Norman.,

Thomas thus destroys the carefully constructed unity of
outlook and ideal of the individual and his society which was
the subject of twelfth century romance. He does so with a use
of realism7l and stylistic innovations72 which were both to prove
very influential. Equally lasting, if not more so; was his
thematic contribution to the romance tradition - motifs, incidents
and sentiments - which received powerful expression in his poem,

being echoed even by poets critical of the wider implications

of the Tristan.73

Thomas is an enigmatic author, showing a reluctance to
commit himself to a subjective judgement that is unusual among

romance writers. Despite Frappier's description of him as a

"théologien de la fine amour",74 he is not primarily interested in

doctrine or morality, but in psychology. From the troubadours

he takes his analytical terms, his interest in emotlional situation
rather than narrative action, his stress on physical love and his
perceptive analysis of sexual jealousy. He extends his terms of
reference to take in the examination of the causes, growth and
consequences of hatred as well as those of love. Even more than
the troubadours he is interested in the frustration of desire
rather than its fulfilment, dismissing the night of reunion in a

few lines, but dwelling at length on the suspense and delays that
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afflict the lovers. The descriptions of character, not in

terms of appearance, nor even of action, but in terms of the
internal conflicts set up by the opposing demands of emotion

and situation, and the depth of interest in minor characters,
testify to Thomas's real talent. It i1s not a talent for
dramatising abstract theory, as is Chretien's, nor, primarily,
even for writing poetry, but a gift for the analysis of conflict.
1t 18 this interest that leads to the ambiguity of the poem:

his gpparent theme and his didacticism are not easy to reconcile
with the sympathetic interest he takes in the two protagonists.
Tristan and Isolde are not admirable characters by any standards.
Thelr love, far from being presented as enriching, is volubly
condemned by the ethics of contemporary society as voiced by

Brangvane. Yet one hesitates before a statement of Thomas's own

viewpoint. At the end of the romance the strictures of society
are forgotten: in the scene in which Isolde rushes through the
Breton town to discover Tristan dead and to die herself, Thomas's
poetry 1s such that the earlier censure is inadmissable. The
ambiguity of the poet's position remains - does he condemn his
lovers through Brangvane and their own actions, or does he finally
consider all justified in the name of "“amur"? His envoie is

guite confident: he assumes full responsibility for what he has
written and recommends it as an example for lovers - yet the

terms of the recommendation are typically enigmatic:
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Tumas fine ci sun escrit:
A tuz amanz saluz i dit,

Pur egsample issi ai fait

Pur l'estorie embelir,

Que as amanz deive plaisir,

E que par lieus poissent trover
Choses u se puissent recorder:
Avelr em poissent grant confort
Encuntre change, encontre tort,
Encuntre paine, encuntre dolur,
Encuntre tuiz engins d'amur!

In the works of Wace and Thomas, the chronicler and the
romancer, we hgve an indication of the scope of ideas, themes
and styles available to the writers of Anglo-Norman romance.
The cholce ranged from a full-scale national epic to the analysis
of a single relationship, from a response to the Anglo-Norman
enthusiasm for history to that to the Provengal fashion for
emotlonal introspection. The number of extant manuscripts is
evidence of the widespread interest both works aroused.75 |
Further evidence is available in the works of those who succeeded
them on this side of the Channel; dwarves, to apply the familiar

metaphor, in the footsteps of giants, only too rarely approaching

the heights of their predecessors.
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CHAPTER TWO:

Anglo-Norman Romance

(a) The Material

The romances considered here represent the major part of
romance writing in Anglo-Norman from the Conquest to the dis-
appearance of the dialect as a literary language in England -
ten works in all, covering a time span of more than a century.
The classification "romance" and the term "Anglo-Norman" have
both been stretched a little. Thus the two Anglo-Norman versions
of the tale of Haveloc have been included, as they are of
importance when Middle English romance comes to be considered,
although neither belongs to the romance genre, one being part of
a chronicle, the other a lai. However, it is advisable that these
two forms should be represented as their development is inextricably
bound up with that of the romance. The term "Anglo-Norman', as
has already been stated, is used in the linguistic rather than
the historical sense, but even so it is clear from the cultural
history of England and France that this linguistic division would
make t00 narrow a literary one,l and indeed several acknowledged
Anglo-Norman works survive only in continental versions and
manuscripts, and vice versa. The romance of Fergus has therefore
been included, following the example of Professor Legge in
Anglo-Norman Literature and its Background, for although written
in continental French, it was originally intended for an insular
audience and, as one of the "ancestral"2romances,bothLdraws on

and contributes to insular 'literature. Omissions from a possible
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1list of romances include the work of Robert de Borron, originator
of the Graal vogue, now generally considered to be of continental

3

origin, although possibly settled in England,~ and Guillaume

d'Angleterre, not so much because it exists only in continental

Fren.ch4

as because the subject matter is such that 1t i1is better
considered as a saint's life than as a romance; +the same gpplies
to the Anglo-Norman version of Amis e Am.ilun.5 The two fragmentary
romances, Amadas et Ydoine and the Roman de Toute Chevalerie,

are also omitted. The remaining ten romances are the original
versions or analogues of five Middle English romances - the

Romance of Horn, the two versions of Haveloc, Boeve de Hamtoun,
Ipomedon and Gui de Warewlic - two which have had English

counterparts, now lost - Waldef and Fouke Fitzwarin - and two

aggociated romances - Protheselaus and Fergus.

Gaimar's Estorie and the Lal d'Haveloc

The Estorie des Engleis of Geoffrey Gaimar6 is the earliest
chronlicle in the French,language,‘beingwritten.c.1138,7 and 1s
the ancestor of the Anglo-Norman and English "Brut" tradition..8
It 1s of interest to us here as it includes the earliest extant
version of the tale of Haveloc, in an episode of some 750 lines
inserted into the beginning of the chronicle. The most recent

editor9

suggests that Gaimar drew on local legend, oral tradition
and written historical records, and that he met the Haveloc tale
after he had begun his chronicle; thus he inserted it into the
earlier part, after the death of Arthur, where the chronology was

confused enough to absorb the reign of a fictitious king.lo

b

hl?

nUERerE|
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Certain passages, most notably the dream of Argentilley seem
to have been added to bring the material up to date.
Galmar's version is not a self-contained literary work as

11

is the Lal d'Haveloc, a carefully fashioned piece of just over

1100 lines, also written in octosyllabic couplets, and dating

12 The language of the

from the turn of the twelfth century.
poem suggests that the author was an immigrant from the continent,
recently arrived in.Lincolnshire.13 The main source is obviously
Galmar, but 1t has been refashioned as g Breton lai, under the
influence of llarie de France.l4 Additional details seem to have
been gathered from local tradition, probably received by the
author in the form of a translated summary of oral versions -
there is no evidence to suggest that the author of the Lai knew
English as did Gaimar.l5 Both authors have thus made use of local
knowledge: Galimar's reflects the double locality of his patrons

16

who owned land in both Lincolnshire and Hampshire, and the Lal

shows a marked increase in the "eivic propaganda"l7 of the Grimsby
part of the tale, an element to be further increased in the English

18

version. The summary which follows shows that their material
does not vary much in essentials. The Lai (L) is influenced to
a greater extent by romance style and elaborates on motive and
emotion, while Gaimar's account (G) is straightforward and shows
more interest in the hero. Both are historical treatments, with

that romanticising of history which, in the hands of Anglo-Norman

writers, does not render the "history" unrecognisable.
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G. begins with the orphaning of Argentille and the
usurpation of her rights by the villain, Edelsi, who
marries her to his scullion, Cuheran. L. begins with
the orphaning of Haveloc, son of the king of Denmark,
the flight to England and the founding of Grimsby by
the baron Grim, who sends the young Haveloc to King
Edelsi's court at Lincoln, where he 1s employed as a
cook, and is forced to marry the king's niece,
Argentille. In both versions Argentille now suspects
her husband's origins, and they go to Grimsby where, 1in
G., Haveloc's foster-sister discloses the truth for the
first time. They then go to Denmark, where they meet
the ex-steward, Sigar, who is the centre of opposition
to the usurper Edulf, and who eventually recognlses
Haveloc with the help of the royal flame. Sigar acclalms
Haveloc king and summons an army. After a battle in G.,
a single combat in L., Edulf is defeated and in L.
Haveloc has four years of peaceful rule in Denmark.
They then travel to England with an army and defeat
Edelsi with the help of a trick with corpses which 1s
suggested by Argentille, and finally rule both kingdoms
in peace.

The Romance of Horn

b
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The Romance of Horn - was written c¢.ll70, and consists

of 524021 alexendrine lines, arranged in the laisses of the
chansons, %o which it owes much in style and attitude. The

22 né it is now

author names himgelf as "“"mestre Thomas',
generally accepted that he is not the Thomas who wrote Tristan,

nor "Thomas of Kent", author of the Roman de Toute Chevalerie.23

According to the author, Horn is the middle section of a trilogy;

he discusses his earlier work, the (presumably) lost Aaluf,

the story of Horn's father, and suggests that his own son, Gilimot,
will continue with the history of Hadermod, Horn's son. The
poem's editor suggests that Thomas is using English sources,24

a theory corroborated by the author of Waldef?s

and these would
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appear to consist of two traditional tales, one dealing with

the hero's efforts to regain his inheritance, and the other

26

with the love between Horn and Rigmel. The aguthor shows

considerable skill in manipulating these two themes, increasing
the complexity of his originals, and emphasising the parallels

and contrasts between them.

A Saracen raiding party led by King Rodmund invades
Suddene, killing its king, Aaluf. Aaluf's son Horn,
with fifteen companions, is found hiding from the
raiders and so impresses King Rodmund that the children
are condemned to be set adrift in a rudderless boat
rather than be killed at once. The boat drifts o
Brittany where the children are found by Herland,
seneschal to King Hunlaf. Again, Horn charms both
Herland and Hunlaf and the children are reared by barons
of the court. Horn, educated by Herland, grows up To
excel in every military and courtly skill, and his fame
is such that Rigmel, Hunlaf's daughter, falls in love
without even seeing him, and persuades Herland to arrange
a meeting. Horn refuses to pledge his love until he
has proved himself worthy, which he does shortly
afterwards by leading the defeat of a Saracen invasion.
He becomes increasingly influential at court, until he
and Rigmel are slandered by Wikele, one of his companions.
Refusing to clear his name by any method except judicial
combat, Horn leaves Brittany, after receiving a ring
from Rigmel, who agrees to wait seven years for his
return. Assuming the identity of Gudmod, a poor mercenary,
Horn arrives in Ireland, where he joins the retinue of
Egfer, younger son of King Gudreche. Ireland 1is at
peace for some years, during which Horn impresses the
court with his abilities at courtly pastimes, and fends
off the suit of Lenburc, Gudreche's daughter. Peace
finally ends with an invasion led by Rodmund's brothers,
which is defeated by Horn after both Irish princes are
killed. Gudreche offers him his daughter and kingdomn,
but Horn remains faithful to Rigmels At this point his
true identity is revealed by Herland's son Jocerand, who
arrives with the news that Rigmel is to be married to
King Modin at the instigation of Wikele. Disguised as a
palmer, Horn returns to Brittany with an army, and makes
himself known to Rigmel at the wedding feast by meansg of
. her ring. Assured of her fidelity, he defeats lModin in a

duel and threatens Hunlaf's city. Hunlaf makes peace,
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Horn and Rigmel are married, and Wikele forgivens

Horn now sets out to reconguer Suddene, kills Rodmund
and is reunited with his mother, who has been in
hiding. Meanwhile in Brittany, Wikele has seized
power from the ageing Hunlaf, and plans to marry
Rigmel. Horn returns, defeats and kills him, and
having arranged suitable matches for the Irish
princesses, he and Rigmel live happily 1in Suddene.

Probably the first Anglo-Norman romance to be written

after Thomas's Tristan, Horn shows a familiarity with that poem27

and with a wide range of contemporary French literature. The
chansons known to the author include Roland, Ogier le Danois,
Gormont, and possibly Le Corronnement Loois.28<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>